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A GREAT WORK OF ART 
ROUGET DE LISLE SINGING THE MARSEILLAISE FOR THE FIRST TIME 

By Pils 

See page 343 



OUR CREED 

The logical Standard of Art Measurement for a sure 
evaluation of Works of Art is based on rare examples of the 
highest manifestations of the Six Elements of Art Power. 
That is to say: the greatest work of art in the world is that 
one in which we see manifested: 

First: A Subject, which is socially the most beneficent, 
of interest to the greatest number of people and the noblest 
in Conception. 

Second: In which the Expression — on the faces of the 
figures, in the details and in the work as a whole — expresses 
profoundly that which the work is supposed to express. 

Third: In which the Composition is the most sublime. 

Fourth: In which the Drawing of all forms is the most 
true and effective in rendering Life, above all — ideal Life. 

Fifth: In which the Color is the most varied and rich. 

Sixth : In which the surface Technique is the most vigorous, 
appropriate and un-offensively individual; the whole work of 
such a Quality and so co-ordinated as to insure a Style at 
once Personal yet Universal, in which a Subject is Expressed 
with the greatest Completeness and Harmony, so as to stir 
the highest emotions of the largest number of cultured people 
for the longest period of time. 

We consider a work of art Great or Trivial in ratio of the 
degree to which it measures up to this Standard. "Nothing 
to Excess." 

Those who rush through Paris are apt to pass 
by one of the small but great works of art in the 
French section of the Louvre: "Rouget de Lisle 
Singing the Marseillaise for the First Time" — even 
though it is "on the line" and close to the eye among 
modern French masterpieces. This is because sim- 
ple, straightforward un-charlatanistic works of art, 
like simple men, fail at first to catch the eye, but 
when once they do and we take time to analyze them 
we gradually see that they are great. 

This picture by Pils is so unpretending that only 
the old habituSs of the Louvre, who now and then 
take a whole afternoon to brouse around in one 
room, know of its existence. But it is a source of 
emotional delight for those who do know it. 

Judged by a photograph its figures look the size 
of life, but the picture is scarcely more than thirty- 
two by thirty inches. That does not prevent it from 
entering the class of truly great works of art. 

Who has not heard the "Marseillaise," that im- 
mortal anthem of France, the most wonderful of all 
battle hymns? 

Allons enfants de la patrie, 
he jour de gloire est arrive; 
Contre nous de la tyranie 
L'etendard sanglant est level etc. 

And whoso has heard it, knowing the words, will 
forever thrill at hearing this anthem. 



Says a French author : "When it was first heard 
in Paris everybody wanted to sing it and that the 
enthusiasm of Rouget de Lisle counted for much in 
the victories of the Republican troops is certain. 
This was, besides, the opinion of the Generals who 
commanded them. One of them wrote : 'We fought 
one against ten, but the Marseillaise fought at our 
sides.' And another: 'Send me one thousand men 
and a copy of the Marseillaise and I will guarantee 
you victory.' " 

The words and music were composed by Rouget de 
Lisle and first sung by him about 1792 at Strass- 
burg. He was about thirty-two years old and a 
captain in the Republican army. The painter has 
told the story so completely that a description is 
needless. 

We will take this opportunity of placing before 
our lay-readers the best method to follow in esti- 
mating any work of art. We will take a figure 
painting, though the fundamental laws are the same 
in all the arts. 

When you find yourself face to face with a picture 
and are asked to judge it, the first thing you should 
do is to ask: Is the drawing good? that is, Do the 
figures show that they are drawn and not photo- 
graphed, and then, is the drawing so good in move- 
ment that you are not strongly conscious of the 
drawing on account of any peculiarity or stiffness 
or a marked departure from nature, either through 
incompetence or design. If the figures seem alive 
then the drawing is faultless, not otherwise. If the 
drawing is bad, make a move to pass the picture by. 

The next thing you should do is — to determine 
whether the technique or surface painting is good. 

A good technique is one in which the artist has 
tried to represent all objects simply, with at least 
relative truth as his goal, by a manner of painting 
at once universal in its appeal and yet personal, 
either like the technique in Titian's "Sacred and 
Profane Love" or Giorgione's "Sleeping Venus" or 
Velasquez's "The Lances" or Rembrandt's "The 
Syndicate of Drapers" or Holbein's "George Gisse" 
— all different, all universal, yet modestly personal 
and wonderfully skilful as mere technique and ab- 
solutely fitted to the size, place and purpose of the 
picture. 

If the painting of the picture is a mass of coarse 
egotistic braying in brush-work, obscuring the sub- 
ject and forcing the artist instead of the subject 
into the fore as in many "modernistic" works — it 
is bad. If then both the drawing and the technique 
are bad — flee the picture, it is bad art ! 

But if both are good, then the next thing you 
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should do is to recognize that you are in the pres- 
ence of a master craftsman and look at the title of 
this picture to see to what purpose this master 
workman has used his language to speak to mankind. 

Let us say his subject is "The Marseillaise." How 
did he conceive his subject? That is then the third 
and supreme question, because a great craftsman is 
morally bound not to form a low conception of any 
subject. 

In this picture Pils has followed these principles 
so far. The conception is nobly dramatic, his draw- 
ing so faultless that we do not notice it and there- 
fore his figures all live, and his brush-work, though 
different from that of the surrounding pictures, is 
still so modestly personal as to be universal in its 
appeal and unobtrusive effectiveness, at least among 
the public which does not care for "stunts" in paint. 

His composition, which is the next thing to be 
considered, is so splendid that we do not feel like 
making any change, each figure having the appear- 
ance of being placed as it should of necessity be. 
And the element of a lifting pyramidization is so 
skilfully introduced that we are at first not aware 
of it. The color is charming, though the picture 
must be seen to appreciate it. 

The final thing that you should always ask in 
judging any work of art is, How profoundly did the 
artist express that which his subject demands that 
he should express? Here Pils scored heavily. One 
of the fundamental laws of good composition is "the 
law of concentration of effects." That is to say: 
Every line and object in a work of art should aid, 
either positively or negatively, the concentration of 
the attention of the reader, the hearer or the be- 
holder, upon the main point of interest in the com- 
position. Whenever this law is violated disaster 
follows. 

In this picture we see every face directed, either 
upon or in the direction of Rouget as he sings. The 
result is, our eyes cannot wander away from the 
enthusiastic face of the gallant captain, and if they 
are allured away to analyze the various expressions 



on the other faces, we are always brought back to 
the face of the hero of the picture. If then, as in 
this case, the face expresses all that it should and 
all that the public has a right to expect that it 
should express, and if this expression is helped out 
by the gesture and expressions of the body, we can- 
not help being emotioned — and then the artist 
conquers us. 

In this case all men who adore liberty as the 
highest good and who know what sacrifices for the 
liberation of the race were made by the heroes of 
the French Revolution cannot fail to be lifted to 
the highest pitch of emotion as they study, if only 
for a short while, this picture in the Louvre. The 
writer of this can scarcely escape having a lump in 
his throat every time he contemplates this mar- 
velous work. 

Note also the variety and truth of the expressions 
on the faces. Notice how profoundly each face is 
expressive of that which it is supposed to express. 
We can almost enter into the very soul of each in- 
dividual person in succession. We seem to see two 
men lost in ecstasy, three others making stern re- 
solves to fight the invaders of France, and even the 
women are nerved and lifted to a higher resolve. 
The whole atmosphere is electrifying to all lovers of 
liberty. From the standpoint of expression of emo- 
tion this is one of the greatest pictures since 
Leonardo painted his "Last Supper." It is an honor 
to French art and to the French nation. A monu- 
ment to the artistic capacity of her children. 

In every work of art the goal should be: To 
express profoundly that which it is supposed to ex- 
press and that which the subject logically should 
completely express, and with such a measure of 
artistry that the artist easily and quickly passes 
on to his fellowmen the emotions he felt, so as to 
arouse the same emotions in the hearts of all be- 
holders. The work of Pils does this with the utmost 
completeness. That is why it is great. 

This is a strictly modern work, having been 
painted since 1804. We will consider next a 
modernistic work. 



CLEVER WORK OF ART 
"MATERNITE" BY CARRIERE 

See page 344 



\A/HEN Carriere chose maternity for his sub- 
* * ject he selected one that is of universal appeal. 
But instead of making a work of art of universal 
charm he made one that appeals to a limited few 
of his "intellectual" admirers only. It is a clever 
work of art, not a great one. It is one of the early 
modernistic works, one of the precursors of the 
legion of absurd modernistic creations, made since 
then by the very men who now look upon this work 
as "academic trash" because hopelessly out of date 
according to their calendar. Why? 

Because its technique is considered to have had 
its day by the latter-day stuntists in all the arts 
who judge art only by the one criterion — peculiar, 
personal technique and craftsmanship. And this 
is the condemnation of their whole point of view. 



For if an artist is sure that his craftsmanship will 
be out of date in ten years with this modernistic 
band of sestheticians, what use is there for a serious 
man to mournfully waste his time in that corner of 
the field of art? How insufferably silly it all seems ! 
How much it debases activity in the sacred temple 
of art to a mere selling of the trumpery fads of 
temporary art-fabrication ! 

This picture by Carriere is a fine conception, well 
composed and in all large matters — movement and 
proportion — well drawn. But the drawing, in its 
details, was spoiled by the very quality of clever 
painting for which it was, in its day, highly praised 
by the modernists— those who now pooh-pooh it — so 
that which should be the main object of the serious 
artist who is not a haberdasher parasite [i. e. : the 



